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C H A P T E R  I  
I N T R O D U C T I O N  
T h e  w o r d  c r e a t i v i t y  i s  b e c o m i n g  a  p a r t  o f  t h e  v o c a b u -
l a r y  u s e d  b y  m o d e r n  e d u c a t o r s .  C r e a t i v i t y  i s  u s e d  b y  m a n y  
1 n  g e n e r a l  e d u c a t i o n ,  b u t  o f t e n  i t s  s i g n i f i c a n c e  i s  n o t  
f u l l y  u n d e r s t o o d .  A m b i g u i t i e s  s u r r o u n d  t h e  w o r d .  
I .  T H E  P R O B L E M  
S t a t e m e n t  Q !  t h e  p r o b l e m .  T h i s  t h e s i s  w i l l  a t t e m p t  
t o  p r e s e n t  o p i n i o n s  o f  v a r i o u s  a u t h o r s  a n d  m e n  o f  o r i g i n a l  
t h o u g h t  p l u s  f a c t o r s  c o m p i l e d  b y  r e s e a r c h  o n  t h e  c r e a t i v e  
p r o c e s s .  T h e  a u t h o r ' s  s t a t e m e n t s  o n  o n e  f a c e t  o f  
c r e a t i v i t y - - p a i n t i n g - - w e r e  d e v e l o p e d  t h r o u g h  p a i n t i n g  a  
s e r i e s  o f  f o u r t e e n  o i l  p a i n t i n g s .  B y  t h i s  p r o j e c t  h e  
a t t e m p t e d  t o  b e c o m e  a w a r e  o f  h i s  o w n  c r e a t i v e  f u n c t i o n i n g s .  
T h e  i n t r o s p e c t i o n  a n d  o b j e c t i f y i n g  p r o c e d u r e  o f  c r e a t i v e  
w o r k  s e r v e d  a s  a  p o i n t  o f  d e p a r t u r e  f o r  f u r t h e r  e x p l o r a t i o n  
i n t o  c o n c e p t s  a b o u t  t h e  c r e a t i v e  p r o c e s s .  
L i m i t a t i o n s  Q I .  t h e  s t u d y .  F a c t o r s  s u c h  a s  p e r s o n -
a l i t y  v a r i a b l e s ,  n e u r o - p s y c h o l o g i c a l  a s p e c t s  o f  h u m a n  
d e v e l o p m e n t ,  v a r i e d  e x t r i n s i c  i n f l u e n c e s ,  a n d  m u l t i p l e  
e n v i r o n m e n t a l  f a c t o r s  s i g n i f i c a n t l y  a f f e c t  t h i s  c o m p l e x  
a r e a .  T h e  s o c i o l o g i c a l ,  p s y c h o l o g i c a l ,  a n d  a e s t h e t i c  
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elements in creativity will not be covered in their specific 
interrelationships, nor will this thesis attempt to uncover 
all the data in this complex process. 
Importance .Q! !!!!. study. The assumption was made 
that any knowledge the teacher gains concerning the multiple 
factors which influence and direct emotion, thinking, and 
performance is pertinent to a better understanding of the 
total personality. 
C H A P T E R  I I  
C O N C L U S I O N S  F R O M  R E S E P . R C H  O N  C R E A T I V I T Y  
I .  F A C T O R S  I N  R E S E A R C H  
T h e r e  a r e  s o  m a n y  v a r i a b l e s  a n d  m e t h o d s  o f  r e s e a r c h  
t o  d e t a i l  a n d  c o m p a r e  a  s y n o p s i s  o f  t h e  m o s t  v a l i d  d i r e c t i o n  
o f  r e s e a r c h  w o u l d  b e  i m p o s s i b l e  a t  t h i s  t i m e ,  s i n c e  e x t e n -
s i v e  r e s e a r c h  i n  t h i s  a r e a  i s  f a i r l y  n e w .  
I I .  C O M P O N E N T S  O F  C R E A T I V I T Y  A N D  T ! f E  
C R E A T I V E  P E R S O N A L I T Y  
T h e  f o l l o w i n g  s t a t e m e n t s  a r e  c o m p i l e d  f r o m  r e s e a r c h .  
T h e  c o n c l u s i o n s  a r e  n o t  a l l  i n c l u s i v e ,  b u t  m a n y  t i m e s  l e a d  
t h e  w a y  t o  f u r t h e r  q u e s t i o n s  a n d  m e a n s  f o r  e x t e n d e d  r e s e a r c h  
i n t o  c r e a t i v i t y  a n d  t h e  c r e a t i v e  p e r s o n a l i t y .  
F r a n k  B a r r o n ' s  w o r k  a t  t h e  I n s t i t u t e  o f  P e r s o n a l i t y  
A s s e s s m e n t  a n d  R e s e a r c h  o f  t h e  U n i v e r s i t y  o f  C a l i f o r n i a  l e d  
h i m  t o  s t a t e  ( 9 : 2 4 ) :  
" T h i s  s t u d y  d e a l t  w i t h  t h e  d i f f e r e n c e  w h i c h  i n d i v i d u -
a l s  s h o w e d  i n  t h e i r  l i k e s  a n d  d i s l i k e s  f o r  o r d e r  a n d  
c o m p l e x i t i e s .  S o m e  8 0  p a i n t e r s  f r o m  N e w  Y o r k ,  S a n  
F r a n c i s c o ,  N e w  O r l e a n s ,  C h i c a g o ,  a n d  M i n n e a p o l i s  w e r e  
a s k e d  t o  s e l e c t  t h o s e  t h e y  l i k e d  f r o m  a  p i l e  o f  b l a c k  i n k  
a b s t r a c t  d r a w i n g s  o n  w h i t e  c a r d s .  T h e s e  r a n g e d  f r o m  
s i m p l e ,  n e a t  c i r c l e s  a n d  t r i a n g l e s  t o  w h a t  a p p e a r e d  t o  
b e  u n a r r a n g e d  s c r i b b l e s .  T h e  p a i n t e r s  s h o w e d  a  m a r k e d  
p r e f e r e n c e  f o r  t h e  c o m p l e x ,  a s y m e t r i c a l ,  o r  e v e n  c h a o t i c  
d r a w i n g s .  T h e y  d i s l i k e d  t h e  s i m p l e  s y m e t r i c a l  o n e s .  
"These same drawings were presented to doctoral can-
didates in several fields of science. These candidates 
had been rated as being more or as being less original 
by faculty members. The original group significantly 
selected drawings very similar to those chosen by 
painters; the complex, confused drawings. 
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Barron also had these groups do other tasks, includ-
ing art performances such as completing some drawings 
from a few lines, making a mosaic with cardboard 
squares, and selecting from several hundred paintings 
the preferred ones. The more original group of people 
preferred the apparently unbalanced, expressionistic, 
cubist paintings. Their drawing completions and mosaics 
were more asymetrical and complex than the less creative 
group" (9:24). 
Barron's conclusions are that the more creative indi-
vidual seems to have a greater liking for disorder and com-
plexity. Also, that the painter and creative scientist 
respond in similar ways. 
From Elizabeth Koppitz• "Teacher's Attitude and 
Children's Performance on the Bender Gestalt Test and Human 
Figure Drawings," the author concludes that the authori-
tarian, restrictive teacher can instill tensions and 
anxieties in children and that these emotional problems will 
be reflected in tight, tiny, inhibited drawings of the 
human figure (13:204-208). 
Burkhart• s tests, called "spontaneous" and "deliber-
ate approaches" to art media, judge students more creative 
who take painting as a means of exploration, experimenta-
tion, discovery and redefinition of ideas, internal tensions, 
visual forms, and kinesthetic responses. The students in 
t h e  m i d d l e  g r o u p  a r e  r a t i o n a l i s t s ,  c o n s t r u c t i v i s t s ,  o r  
d e s i g n e r s ;  w h i l e  t h e  l o w s  a r e  b o u n d  u p  i n  t h e  l i t e r a l  
w o r l d ,  c o n c e r n e d  m a i n l y  w i t h  c o n t e n t ,  s e e i n g  s i t u a t i o n s  n o t  
f o r  t h e i r  f o r m s  b u t  f o r  t h e i r  s e n t i m e n t a l  a s s o c i a t i o n s .  
T h e y  a l s o  r e v e a l  a  l a c k  o f  f o r m a l  o r g a n i z a t i o n ,  r e f l e c t i n g  
l o w  a e s t h e t i c  s e n s i t i v i t y  ( 5 : 4 3 - 6 7 ) .  
A l g a l e e  P o o l  M e i n z ' s  r e s e a r c h  o n  t h e  " G e n e r a l  
C r e a t i v i t y  o f  E l e m e n t a r y  E d u c a t i o n  M a j o r s  a s  I n f l u e n c e d  b y  
C o u r s e s  i n  I n d u s  t r i a l  A r t s  a n d  A r t  E d u c a t i o n "  s h o w e d  t h e  
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i n d u s t r i a l  a r t s  e d u c a t i o n  g r o u p  r e g r e s s e d  o n  t w o  m e a s u r e s  o f  
f l e x i b i l i t y l  a n d  f l u e n c y . 2  T h e  a r t  e d u c a t i o n  g r o u p  
a p p r o a c h e d  a  g r e a t e r  s e l f - i n v o l v e m e n t ,  g r e a t e r  a e s t h e t i c  
p e r c e p t i o n ,  a n d  g r e a t e r  c r e a t i v e  i n d e p e n d e n c e  ( 9 : 7 1 ) .  
T h e  f o l l o w i n g  b y  C a r l  R o g e r s  i n d i c a t e s  h i s  a t t i t u d e  
t o w a r d  s o m e  c h a r a c t e r i s t i c s  o f  t h e  c r e a t i v e  p e r s o n a l i t y .  H e  
b e l i e v e s  m a n ' s  t e n d e n c y  i s  t o  a c t u a l i z e  h i m s e l f  o r  b e c o m e  
h i s  p o t e n t i a l i t i e s :  
H e  i d e n t i f i e s  t h r e e  i n n e r  c o n d i t i o n s  o f  c o n s t r u c t i v e  
c r e a t i v i t y :  ( 1 )  o p e n n e s s  t o  e x p e r i e n c e  ( l a c k  o f  
r i g i d i t y ,  r e c e p t i v i t y  t o  c h a n g e ,  t o l e r a n c e  f o r  a m b i g u i t y ,  
a n d  e x t e n s i o n a l  o r i e n t a t i o n ) ,  a n d  ( 2 )  a n  i n t e r n a l  l o c u s  
o f  e v a l u a t i o n ,  a c c e p t e d  b y  t h e  s e l f  a s  i n d e p e n d e n t  o f  
o u t s i d e  v a l u a t i o n s ,  a n d  ( 3 )  a b i l i t y  t o  t o y  w i t h  e l e m e n t s  
a n d  c o n c e p t s ,  t o  c o m b i n e  e l e m e n t s  i n  n e w  w a y s ,  t o  f o r m  
h y p o t h e s e s .  
l r h e  a b i l i t y  t o  m e e t  n e w  r e q u i r e m e n t s  o r  t o  s p o n -
t a n e o u s l y  f i n d  n e w  a p p r o a c h e s  t o  s o l u t i o n s .  
2 T h e  a b i l i t y  t o  p r o d u c e  n u m e r o u s  i d e a s  o r  r e s p o n s e s  
t o  a  p r o b l e m .  
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Certain experiences accompany the creative act 
including (1) "the Eureka feeling," (2) .feeling of 
anxiety when venturing into new areas alone, and (3) the 
desire to communicate, usually after the creative act (9:3?). 
Erich Fromm specifies factors he feels pertinent to 
the creative process: (1) the capacity to be surprised, to 
be puzzled and to wonder, (2) the ability to concentrate, 
(3) the "experience of the self," {4) the acceptance of con-
flict and tensions, {?) the willingness to let go of certainty 
and to "be born again," and {6) the courage and faith to 
seek the unknown {10). 
Lambert w. Brittain and Kenneth R. Beittel in 
"Analyses of Creative Performance in the Visual Arts," 
reasoned that since art products are a reflection of the 
artist's personality, assumptions can be made about the 
behavior of the artist as reflected in his products. They 
relate characteristics of the art products to characteris-
tics of people, and some of their conclusions indicate that 
the highly creative level artist is one who has a liking for 
variety, strives to change the status quo, enjoys remaking 
his environment, and functions best when unrestricted. He 
is not ruled by tradition, does not like authoritative 
action, but enjoys the spontaneous and unusual (4:22-26). 
R. F. Peck points to the "unusual persistence" evi-
dent in the creative personality. The person who falls in 
this category shows characteristics which are {2) autonomous, 
( b )  i n t r i n s i c ,  a n d  ( c )  m o t i v a t i n g .  T h e  c r e a t i v e  p e r s o n  i s  
n o t  e a s i l y  o v e r c o m e  b y  t h e  d e s i r e s  a n d  o r d e r s  o f  o t h e r  
p e o p l e .  A l o n g  w i t h  t h e s e  c h a r a c t e r i s t i c s ,  t h e i r  i n t r a -
p s y c h i c  b o u n d a r i e s  ( b e t w e e n  t h e  c o n s c i o u s  a n d  u n c o n s c i o u s )  
a r e  m o r e  f l e x i b l e  a n d  g i v e  t o  t h e i r  w o r k  t h e  n e c e s s a r y  
v i t a l i t y .  P e c k  a l s o  d i s c u s s e s  s o m e  a s p e c t s  o f  t h e  c r e a t i v e  
p r o c e s s  w h i c h  a l s o  s e e m  t o  r e l a t e  t o  p e r s o n a l i t y :  ( 1 )  t h e  
c r e a t i v e  i n d i v i d u a l  m u s t  b e  w i l l i n g  t o  g i v e  u p  o l d  p a t t e r n s  
o f  t h o u g h t ;  ( 2 )  i n  a d d i t i o n  t o  b e i n g  o r i g i n a l ,  h e  m u s t  b e  
r e a s o n a b l y  r a t i o n a l  a n d  o b j e c t i v e ;  a n d  ( 3 )  t h e  c r e a t i v e  
p e r s o n  m u s t  b e  c a p a b l e  o f  s u s t a i n e d  e f f o r t  ( 6 : 2 ) .  
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T h e  U n i v e r s i t y  o f  C a l i f o r n i a ' s  I n s t i t u t e  o f  P e r s o n -
a l i t y  A s s e s s m e n t  a n d  R e s e a r c h  s t a t e s  t h r e e  c a t e g o r i e s  o f  
c r e a t i v i t y .  T h e  f i r s t ,  t h e  c r e a t i o n ,  i s  c l e a r l y  a n  e x p r e s -
s i o n  o f  t h e  i n n e r  s t a t e s  o f  t h e  c r e a t o r ,  e g . ,  c o m p o s e r s ,  
e x p r e s s i o n i s t i c  a r t i s t s .  I n  t h e  s e c o n d  f o r m  o f  c r e a t i v i t y ,  
t h e  c r e a t o r  a c t s  l a r g e l y  t o  m e e t  e x t e r n a l l y  d e f i n e d  n e e d s  
a n d  g o a l s ,  e g . ,  e x p e r i m e n t a l  p h y s i c i s t s  a n d  e n g i n e e r s .  T h e  
t h i r d  f o r m  o f  c r e a t i v i t y  c u t s  a c r o s s  t h e  o t h e r  t w o  i n  t h a t  
t h e  p r o d u c t  i s  b o t h  a n  e x p r e s s i o n  o f  t h e  c r e a t o r - - a n d  t h u s  a  
v e r y  p e r s o n a l  p r o d u c t - - a n d  a t  t h e  s a m e  t i m e  a  m e e t i n g  o r  t h e  
d e m a n d s  o f  s o m e  e x t e r n a l  p r o b l e m .  P e r h a p s  t h e  b e s t  e x a m p l e  
o r  t h i s  i s  t h e  a r c h i t e c t  ( 9 : 7 0 ) .  
P s y c h o l o g i c a l  r e s e a r c h e r s  a t  W o r c e s t e r  S t a t e  H o s p i t a l  
s t a t e  f r o m  t h e i r  i n v e s t i g a t i o n s  t h a t  a r t i s t s  h a v e  a  h i g h  
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percentage of mature responses of a specific nature, includ-
ing movement conceptions, form-dominant responses, and 
primitive thought responses. The nature of their responses 
indicates that a creative personality is able to shift back 
and forth between self and environment. First, the bound-
aries between self and environment can be readily relaxed in 
a mode of identification. On the other hand, the boundaries 
are readily reinstated, with self and environment maintain-
ing discrete and polar differentiation (3:99-100). 
This research gives new insight into artistio crea-
tivity. Creative personalities have greater abilities than 
ordinary people for both progression and regress1on3 in 
their dealings with the world around them, but the regres-
sion in artistic creativity has no connection with the 
infantile regression of neurosis or mental illness (3:100). 
He oan analyze details as component parts of a 
structured whole, or, he can break the whole down into 
details. And he takes the next step--he recognizes the 
relationship, not only of parts to the whole but of one 
entity to another (2:20). 
The highly creative are not conformists in their 
ideas, but on the other hand they are not deliberate noncon-
formists, either. Instead, they are genuinely independent 
3v1sual curiosity, ponders and wonders about life. 
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( 1 4 : 1 7 ) .  J u n g  a s s e r t s  t h a t  t h e  f i g h t  a g a i n s t  t h e  p a r a l y z i n g  
g r i p  o r  t h e  u n c o n s c i o u s  c a l l s  f o r t h  m a n ' s  c r e a t i v e  p o w e r s .  
T h a t  i s  t h e  s o u r c e  o f  a l l  c r e a t i v i t y ,  b u t  i t  n e e d s  h e r o i c  
c o u r a g e  t o  d o  b a t t l e  w i t h  t h e s e  f o r c e s  a n d  t o  w r e s t  f r o m  
t h e m  t h e  t r e a s u r e  h a r d  t o  a t t a i n  ( 1 2 : 3 3 7 ) .  S i r  H e r b e r t  R e a d  
s t a t e s  t h a t  l i f e  i s  l a r g e r  t h a n  l o g i o - - t h a t  t h e r e  a r e  a r e a s  
o r  e x p e r i e n c e  o f  c o n s c i o u s n e s s  t h a t  a r e  n o t  a c c e s s i b l e  t o  
c o g n i t i o n .  B u t  t h e y  a r e  n o t  i n e x p r e s s i b l e .  W e  c a n  i n v e n t  
s y m b o l s  w h i c h  a r e  a c c e p t a b l e  e q u i v a l e n t s  f o r  t h e s e  l o g i c a l l y  
i n e x p r e s s i b l e  a r e a s  o f  e x p e r i e n c e  o r  c o n s c i o u s n e s s ,  a n d  t h a t  
i s  w h a t  t h e  a r t i s t  i s  b u s y  d o i n g  ( 1 7 : 9 9 ) .  
J o h n  D e w e y  c l a i m s  a r t i s t i c  a c t i v i t y  t o  b e  " i n d i v i d u -
a l i z e d  e x p e r i e n c e "  p r o j e c t e d  i n  m e a s u r e a b l e  f o r m  ( 7 ) .  
C r e a t i v i t y  i s  f i r s t  a n d  f o r e m o s t  a  d u a l i s t i c  m o d e  o f  
t h o u g h t  a n d  b e h a v i o r .  I t  i n t e g r a t e s  e x t e r n a l s  a n d  i n t e r n a l s  
i n t o  a  d y n a m i c  s y n t h e s i s  p e r m i t t i n g  t h e  i n d i v i d u a l  t o  
e x p e r i e n c e  a  s e l f - c o n s c i o u s  r e a l i t y .  T h e  b a s i c  p r e m i s e  o f  
s u c h  a n  e x p e r i e n c e  i s  p s y c h o a e s t h e t i c .  P s y c h o a e s t h e t i c  
r e f e r s  h e r e  t o  t h e  n a t u r a l  u n i f i c a t i o n  o f  t h e  s e v e r a l  
e x t r i n s i c  ( t h e  c o n v e n t i o n a l  k n o w l e d g e  w h i c h  o n e  e x p e r i e n c e s  
i n  s a t i s f y i n g  h i s  r a t i o n a l  s e n s e  o f  l o g i c  a n d  o r d e r )  a n d  
i n t r i n s i c  ( t h e  p s y c h i c  f u n c t i o n i n g  w h i c h  i s  n a t u r a l ,  f l e x i -
b l e ,  a n d  u n c o n v e n t i o n a l )  e l e m e n t s  o f  t h e  h u m a n  b e i n g .  I t  
l e a d s  t o  a n  o p e n n e s s  o f  t h e  u n c o n s c i o u s  a n d  t h e  d i s t i l l a t i o n  
o f  i n t e g r i t y  a n d  s e l f - e v o l u t i o n  f r o m  c u l t u r a l  p a t t e r n s  a n d  
conventions, and thus to the integration of all aspects of 
the individual into a more perfect personality (1:4-9). 
Using Jung as an aid in depicting the creative per-
sonality, it might be said that whenever a person uses his 
mind for any purpose he either perceives (becomes aware of 
something) or he judges (comes to a conclusion about some-
thing). The creative person prefers perceiving to judging 
(14:16-19). 
It is quite apparent that creative persons have an 
unusual capacity to record and retain and have readily 
available experience or their life history. They are 
discerning, which is to say that they are observant in 
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a differentiated fashion; they are alert, capable of 
concentrating attention readily and shifting it 
appropriately; they are fluent in scanning thoughts and 
producing those that serve to solve the problems they 
undertake; and, characteristically, they have a wide 
range of information at their command ••• the items of 
information which creative persons possess may readily 
enter into combinations, and the number of possible com-
binations is increased for such persons because of both 
a greater range of information and a greater fluency of 
combination. · 
Repression operates against creativity, because it 
makes unavailable to the individual large aspects of his 
own experience, particularly the life of impulse and 
experience which gets assimilated to the symbols of 
aggression and sexuality. Dissociated items of experi-
ence cannot combine with one another; there are barriers 
to communication among different systems of experience. 
The creative person, given to expression rather than 
suppression or repression, thus has fuller access to his 
own experience, both conscious and unconscious. Futher-
more, because the unconscious operates more by symbols 
than by logic, the creative person is open to the per-
ception of complex equivalences in experience, facility 
in metaphor being one specific consequence of the 
creative person's greater openness to his own depths 
(14:17). 
1 1  
B r e w e s t e r  G h i s e l i n  i n  h i s  s t u d y  " U l t i m a t e  C r i t e r i a  
f o r  T w o  L e v e l s  o f  C r e a t i v i t y ,
1 1  
r e e l s  t h a t  r e l y i n g  u p o n  t h e  
j u d g m e n t s  o f  e x p e r t s  a n d  t h e  c o u n t i n g  o f  p u b l i c a t i o n s  a r e  
u l t i m a t e l y  i n s u f f i c i e n t  e v e n  i f  c o m b i n e d .  T h e y  a r e  o n l y  
a p p r o x i m a t e  c r i t e r i a .  H e  f e e l s  t h e  c r e a t i v e  ( p r o d u c t i v e )  
a c t  m u s t  b e  d i s t i n g u i s h e d  f r o m  t h e  a p p l i c a t i v e  ( r e p r o d u c -
t i v e )  a c t .  H e  d e f i n e s  h i s  t w o  l e v e l s  o f  c r e a t i v i t y  a s  ( a )  a  
c r e a t i v e  a c t i o n  o f  t h e  h i g h e r  s o r t  w h i c h  a l t e r s  t h e  u n i v e r s e  
o f  m e a n i n g  b y  i n t r o d u c t i n g  i n t o  i t  s o m e  n e w  e l e m e n t  o f  m e a n -
i n g  o r  s o m e  n e w  o r d e r  o f  s i g n i f i c a n c e ,  a n d  ( b )  c r e a t i v e  
a c t i o n  o f  t h e  l o w e r  s o r t  w h i c h  g i v e s  f u r t h e r  d e v e l o p m e n t  t o  
a n  e s t a b l i s h e d  b o d y  o f  m e a n i n g  t h r o u g h  i n i t i a t i n g  s o m e  
a d v a n c e  i n  i t s  u s e  ( 9 ) .  
I I I .  T H R E E  S I G N I F I C A N T  T H E O R I E S  A B O U T  
T H E  C R E A T I V E  P R O C E S S  
J o h n  D e w e y .  I n  h i s  b o o k  A ! : !  . ! !  E x p e r i e n c e  D e w e y  
s t a t e s  t h a t  a n  e x p e r i e n c e  h a s  p a t t e r n  a n d  s t r u c t u r e  b e c a u s e  
i t  i s  n o t  j u s t  d o i n g  a n d  u n d e r g o i n g  a l t e r n a t i o n  b u t  c o n s i s t s  
o f  t h e m  i n  r e l a t i o n s h i p .  A  p a i n t e r ,  f o r  e x a m p l e ,  m u s t  b e  
a b l e  t o  s e e  b o t h  a  p a r t i c u l a r  c o n n e c t i o n  o f  d o i n g  a n d  u n d e r -
d o i n g  i n  r e l a t i o n  t o  t h e  w h o l e  h e  d e s i r e s  t o  p r o d u c e .  T h i s  
a c t i o n  a n d  i t s  c o n s e q u e n c e  m u s t  b e  j o i n e d  i n  p e r c e p t i o n  
b e f o r e  a  r e l a t i o n s h i p  h a s  m e a n i n g .  W h e n  e x c i t e m e n t  a b o u t  
s u b j e c t  m a t t e r  g o e s  d e e p ,  i t  s t i r s  u p  a  s t o r e  o f  a t t i t u d e s  
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and meanings derived from prior experience. As they are 
aroused into activity they become conscious thoughts and 
emotions, emotionalized images. An act of expression con-
stituting a work of art is itself a prolonged interaction of 
something issuing from the self with objective conditions, a 
process in which both of them acquire a form and order they 
did not at first possess (7:35-37). 
Sir Herbert Read. Read states that the creative 
process allows for the spontaneous emergence of a psychic 
energy which, passing through the brain, gives unity to a 
variety of forms. These forms are in no sense nondescript 
or arbitrary, but are the typal forms of reality, the forms 
in which the universe exists and becomes discretely 
comprehensible to the mind (17). 
Q.§!:! Q.. Jung. Jung generalizes creativity to be the 
spiritual unconscious, with the personal and collective 
unconscious both being in the sphere of the preconscious 
life of the intellect and will. These are bound up in the 
mere animal world, separate from the life of the intellect 
and the will (15:92). 
C H A P T E R  I I I  
T H E  I D E A  S O U R C E S  I N  D E V E L O P I N G  A  S E R I E S  
O F  P A I N T I N G S  
I .  P R O C E D U R E  
T h i s  s e r i e s  o f  p a i n t i n g s  w a s  p a i n t e d  o n  3 4 "  b y  5 ' 0 "  
c a n v a s e s ,  u s i n g  s e m i - g l o s s  e n a m e l s  a n d  a r t i s t ' s  o i l  p a i n t s .  
S o m e  o f  t h e  p a i n t i n g s  w e r e  b r o u g h t  t o  a  c o m p l e t e d  s t a t e  
w h i l e  o t h e r s  w e r e  d e v e l o p e d  t o  t h e  p o i n t  w h e r e  t h e  i d e a  f o r  
t h e  p a i n t i n g  w a s  c o m p l e t e  e n o u g h  s o  t h a t  a  s t a t e m e n t  c o u l d  
b e  m a d e  o n  i t s  o r i g i n .  
T h i s  s e r i e s  o f  p a i n t i n g s  w a s  a  v o y a g e  o f  d i s c o v e r i e s .  
S o m e  s e r v e d  t o  b u i l d  a  f o u n d a t i o n  f o r  t h e i r  s u c c e s s o r s ;  
o t h e r  w e r e  d e v e l o p e d  a s  s i n g l e  u n i t s  w i t h o u t  d e f i n a b l e  
r e l a t i o n s h i p  t o  t h e  p r e v i o u s  p a i n t i n g s .  M a n y  t i m e s  i t  t a k e s  
a n  a r t i s t  d a y s  o r  w e e k s  a f t e r  c o m p l e t i o n  o f  a  p a i n t i n g ,  t h e  
p u t t i n g  o f  s o m e  d i s t a n c e  o r  p e r s p e c t i v e  b e t w e e n  t h e  w o r k  
a n d  h i m s e l f ,  b e f o r e  h e  r e a l i z e s  t h e  s o u r c e  a n d  r e l a t i o n s h i p  
o f  i t s  c o m p o s i t e  i n f l u e n c e s .  S i n c e  t h e  a r t i s t ' s  i d e a s ,  
e x p e r i e n c e s ,  a n d  i m a g e s  a r e  r o o t e d  i n  h i s  e n v i r o n m e n t ,  t h e  
s u b c o n s c i o u s  b e i n g  t h e  i m p r e s s i o n s '  s t o r e h o u s e ,  i t  s e e m s  
o n l y  n a t u r a l  t h a t  w h e n  t h e  a r t i s t  i s  f u l l y  c a u g h t  u p  i n  t h e  
c r e a t i v e  a c t  t h e  p e r i o d  o f  r e a l i z a t i o n  w i l l  v a r y ,  s i n c e  h e  
h a s  o n e  f o o t  s p a n n i n g  t h e  p a s t  a n d  p r e s e n t  a n d  t h e  o t h e r  
l a u n c h e d  i n t o  t h e  v i s i o n a r y  f u t u r e  o f  t h e  p a i n t i n g .  
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II. ISOLATING A THEME 
During the period of isolating a theme, which was 
the Ellensburg canyon, there oc~urred a re-interpretation, a 
reshaping of images, old images restated with new meanings, 
and new idea formations due to time spans and changes in 
attitude. The other paintings, while concrete in inspir-
ation, were often vague or transitory in feeling. These 
enigmatic feelings had to be grouped into an understandable 
unit. These factors were all present during the painting or 
this series. 
III. PHOTOGRAPHS AND STATEMENTS 
ABOUT THE PAINTINGS 
On page 15 is a close up photograph revealing in 
detail a section of the basalt cliffs in the Ellensburg 
canyon. This is an example of what the peripheral vision 
might impress on the unconscious for its store of images as 
data for the formation of ideas. 
a.iI'lO .I.'IVSVS: 
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Painting l was partly conceived from having seen a 
photograph of a sun spot. It was not an attempt to copy the 
form or idea of the photograph, which merely triggered the 
idea for using this shape in. a painting. The idea of ~ 
circle moving forward in space built the painting mentally. 
The intensity of the enamel colors and the utilization of 
strong color contrasts made possible the simple direct 
effect desired. The consistency of the paint and strong 
color were primary in the formation of this spatial 
composition. 
PAINTING l 
1 7  
T h e  i d e a  t o r  P a i n t i n g  2  o c c u r r e d  v e r y  s p o n t a n e o u s l y :  
t w o  l a r g e  r e c t a n g u l a r  s h a p e s  p r e s s u r i n g  a  f r e e  f o r m  b e t w e e n .  
A s  t h e  p a i n t i n g  p r o g r e s s e d ,  m a n y  a l t e r a t i o n s  a n d  c h a n g e s  
t o o k  p l a c e .  I t  b e c a m e  a  m a t t e r  o f  i n t e l l e c t u a l  a n a l y s i s ,  
a r r a n g e m e n t  o f  l i n e ,  c o l o r  b a l a n c e ,  a n d  p l a c e m e n t  o r  s i m p l e  
l a r g e  s h a p e s .  T h e  c o m p l e t e d  p a i n t i n g  l a c k s  t h e  p o w e r  o f  
e m o t i o n a l  r e s p o n s e  a n d  t h e  d i r e c t n e s s  o f  t h e  o r i g i n a l  i m a g e .  
T h e  · 1 s o l a t i o n  o f  a n  a b s t r a c t  i d e a  a n d  t h e  a t t e m p t  t o  
p r o j e c t  t h i s  i n  t e r m s  o f  a  m e d i u m  a n d  b r i n g  t h i s  i n t o  
e x i s t e n c e  i s  o n e  o f  t h e  p r o c e s s e s  o f  c r e a t i n g .  
P A I N T I N G  2  
This painting was completed during the same time 
period a.s Pa1.nt1ng l and 2. Painting 3 was oonoeived in 
terms of a landscape. The geometrio feeling for the other 
two paintings became less intense, being overshadowed by a 
or organic oonoept. One reason for this change in ideas 
was due to a greater fam111ar1 ty w1 t h the potential of.' the 
painting medium, which left room f'or a more oomplex oompo-
s1 t1on. The landscape image is only partially visible and 
the rest of the image is obscured by a larger f'orm. The 
1mag1nat1on oompletes the hidden portion behind the large 
red area. The left side of the painting, oool in colQr, 
helps it to recede, while the greater half of the right 
side, warm in color, brings the mass form forward. This 
control of color helps to clarify the desired effect. 
PAINTING 3 
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1 9  
P a i n t i n g  4  w a s  s t a r t e d  w i t h  t h e  l a r g e  g r e e n  d o m i n a n t  
t r i a n g u l a r  s h a p e ,  b a l a n c e d  o n  a  f a i r l y  n e u t r a l  b a c k g r o u n d ;  
t h i s  w a s  t h e  b e g i n n i n g  i d e a .  T h e  b l a c k  l i n e  o u t l i n i n g  t h e  
b r i g h t e r  g r e e n  s h a p e s  b e c a m e  a  s t r u c t u r a l  e l e m e n t ,  a d d i n g  
v a r i e t y  t o  t h e  r e s t  o f  t h e  s i m p l e r  l a r g e r  a r e a s .  T h e  c o n -
c e n t r a t i o n  a n d  i n v o l v e m e n t  i n  p r o d u c i n g  t h i s  t y p e  o f  p a i n t -
i n g  i s  l e s s  c o m p l e x  a n d  m o r e  d e t a c h e d  i n  t h e  s e n s e  o f  
e m o t i o n a l  e x p r e s s i o n ,  r e l y i n g  m o r e  o n  c o n s c i o u s  b a s i c  
k n o w l e d g e  o f  t h e  p l a s t i c  e l e m e n t s  a n d  t h e i r  a r r a n g e m e n t  i n  
t h e  s p a c e  o f  t h e  c a n v a s  s u r f a c e .  
W h e n  t h i s  p a i n t i n g  w a s  c o m p l e t e d ,  i t  w a s  f e l t  t h a t  i t  
h a d  a  d e f i n i t e  r e l a t i o n s h i p  t o  P a i n t i n g  2 ,  n o t  s o  m u c h  i n  
f o r m  a s  i n  m a n n e r  o f  a p p r o a c h .  
P A I N T I N G  4  
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Painting 5 began with rock forms supported by branch-
like stripes. The end result was rather surprising, since 
it seems to be a skeleton replacing the energies left by 
decayed organic forms. 
PAINTING 5 
2 1  
P a i n t i n g  6  w a s  p a i n t e d  i n  b a s i c a l l y  b r i g h t  w a r m  c o l o r s  
s u g g e s t i n g  a  c o m p o s i t i o n  o f  m o v e m e n t  a n d  a i r i n e s s .  T h i s  
p a i n t i n g  a n d  P a i n t i n g  l  h a s  a  c o m m o n  b a s i c  c o m p o s i t i o n .  
T h i s  p a i n t i n g ,  h o w e v e r ,  s e e m s  t o  b e  a  d e p a r t u r e  f r o m  t h e  
p r e v i o u s  f o u r ,  a w a y  f r o m  t h e  c o n t r o l l e d  s h a r p  e d g e d  f o r m s  t o  
a  m o r e  f r e e ,  r e l e a s e d  f e e l i n g .  T h e  r i g h t  c i r c u l a r  f o r m  w a s  
d e v e l o p e d  t o  g i v e  t h e  e f f e c t  o f  a  r o l l i n g  m o v e m e n t .  T h i s  
p a i n t i n g  i s ,  i n  a  s e n s e ,  t h e  b u i l d i n g  o f  a  c o n f l i c t  i n  
d i r e c t i o n a l  f o r c e s .  T h e  c i r c u l a r  f o r m  s e r v e d  a s  a  r e l e a s e  
t o  t h e  s e t t i n g - u p  o f  n e w  r e l a t i o n s h i p s  i n  c o l o r ,  s p a c e ,  a n d  
b a l a n c e .  A  p a i n t i n g  b a s e d  o n  t e n s i o n  o r  c o n f l i c t  i s  m o s t  
a p p e a l i n g  s i n c e  i t  p r e s e n t s  e n d l e s s  p o s s i b i l i t i e s  f o r  
d y n a m i c  s t a t e m e n t s  c r e a t i n g  c o m p o s i t i o n s  o f  c o n s t a n t  f l u x  
a n d  m o v e m e n t .  
P A I N T I N G  6  
P a i n t i n g  7  w a s  t h e  b e g i n n i n g  o f  a  s e r i e s  o f  s t a t e -
m e n t s  o n  a n  i s o l a t e d  t h e m e ,  t h a t  o f  t h e  c o m p l e x  o f  n a t u r a l  
f o r m s  i n  t h e  E l l e n s b u r g ;  c a n y o n .  
2 2  
T h e  l a r g e  r e d  c r a d l e - l i k e  f o r m  w a s  c o n c e i v e d  b y  
o b s e r v i n g  t h e  l a r g e  m a s s  b a s a l t  a r e a s  o f  t h e  c a n y o n  w h i c h  
s e e m e d  t o  b e  s u p p o r t i n g  s m a l l e r ,  m o r e  v a r i e d  c o l o r  a r e a s  o f  
t h e  h i l l s .  T o  e m p h a s i z e  t h i s  i d e a ,  t h e  v a r i e t y  o f  c o o l  
c o l o r s  w e r e  k e p t  i n  o n e  c o m p l e x  m a s s .  T h i s ,  c o n t r a s t e d  b y  
t h e  r e d  a r m - l i k e  s t r u c t u r e  p u l l i n g  f o r w a r d ,  g i v e s  t h e  
g e n e r a l  c o m p o s i t i o n  m o r e  d i r e c t n e s s  a n d  e m o t i o n a l  p o w e r .  
T h i s  p a i n t i n g  w a s  b a s i c a l l y  e m o t i o n a l  i n  i t s  c o n c e p t i o n ,  a n d  
a  f e e l i n g  f o r  a  s t r o n g  d i r e c t i o n a l  a r e a  w a s  f o r e m o s t  i n  t h e  
p a i n t e r ' s  v i s i o n .  
H a v i n g  o b s e r v e d  t h e  c a n y o n  i n  i t s  v a r i o u s  m o o d s ,  i t s  
f e a t u r e s  a r e  f o u n d  t o  p r o v i d e  e n d l e s s  s u b j e c t  m a t t e r  s o u r c e s  
f o r  t h e  i n t e r p r e t a t i o n  o f  n a t u r e .  T o  i s o l a t e  a n d  d e f i n e  
t h e  s p e c i f i c  l a n d s c a p e  i m a g e  i n  i t s  r e l a t i o n  t o  a  k n o w n  
a r e a  o f  n a t u r e  c a n  o n l y  b e  s t a t e d  i n  f a c t s  f r o m  t h e  m i n d ' s  
s t o r e h o u s e  o f  o b s e r v a t i o n s .  T h i s  i m p l a n t i n g  o f  o b s e r v a t i o n s  
i s  s o m e t i m e s  a r b i t r a r y  i n  c h a r a c t e r ,  r e c e i v e d  i n t o  c o n s c i o u s -
n e s s  f r o m  g l i m p s e s  o n  t h e  p e r i p h e r y  o f  o n e ' s  v i s i o n  o r  t h e  
s u d d e n  a w a r e n e s s  o f  t h e  b e f o r e  u n s e e n .  T h i s  g e n e r a l  o b s e r v -
i n g  a n d  a b s o r b i n g  a d d s  a n d  r e b u i l d s  t o  t h e  v o c a b u l a r y  o f  
f a c t s ,  t h o u g h t s ,  v i s i o n s ,  i m a g i n i n g s ,  a n d  s e n s a t i o n s .  T h i s  
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u n c o n s c i o u s  v o c a b u l a r y  t h e n  c o m e s  i n t o  p e r f o r ma n c e  w h e n  y o u  
i s o l a t e  a  f a m i l i a r  s u b j e c t  f o r  p a i n t i n g .  
T h e  n e x t  s e v e n  p a i n t i n g s  a r e  a l s o  b a s e d  o n  t h e  
E l l e n s b u r g  c a n y o n  t h e m e .  B u t  t h i s  t h e m e  s e r v e s  o n l y  a s  a  
p o i n t  o f  d e p a r t u r e  f o r  t h e  o p e n i n g  o f  n e w  i d e a s ,  a n d  o n c e  
t h e  p a i n t i n g  i s  i n  p r o g r e s s ,  m a n y  t i m e s  t h e  t h e m e  i s  
u n c o n s c i o u s l y  f o r g o t t e n  a n d  t h e  p a i n t i n g  b e g i n s  t o  d e v e l o p  
a l m o s t  a u t o m a t i c a l l y .  W h e n  t h i s  h a p p e n s  y o u  a r e  c o m p l e t e l y  
" c a u g h t - u p "  i n  t h e  c r e a t i v e  p r o c e s s ,  a n d  y o u r  s e n s o r y  
f a e u l t i t i e s  b e c o m e  k e e n e r .  C o n c e n t r a t i o n  i s  e a s i e r .  
P A I N T I N G  7  
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Individual and mass areas of rooks, with their sharp 
cleavage modified into soft edges, was the nucleus idea for 
Painting 8. The background, middle ground. and foreground 
were worked into a horizontal composition producing a feel-
ing of landscape. After these two beginnings, the painting 
was pushed more definitely toward the character of a land-
scape. The color exaggeration produces a greater sense 
impact and lessons the static quality of the general paint-
ing. The yellow foreground area symbolizes weeds and grass, 
with half hidden outlines of rock forms. This painting is 
reminiscent of any landscape, yet it is specific in its 
origin. 
PAINTING 8 
2 ;  
T h e  u s e  o r  a  " f a s t "  a p p r o a c h  w a s  d e v e l o p e d  i n  P a i n t -
i n g  9 .  T h i s  a p p r o a c h  r e s u l t s  i n  f o r m s  a n d  l i n e s  w h i c h  
d e m a n d  t h e i r  o w n  s o l u t i o n ;  t h e  p a i n t i n g  h a s  a n  " a c t i o n  
p a i n t i n g "  q u a l i t y ,  t h e  q u a l i t y  o f  a  d i s c o v e r y  " w i t h i n . "  
U T h e  i n n o v a t i o n  o r  A c t i o n  P a i n t i n g  ( i s )  t o  d i s p e n s e  w i t h  t h e  
r e p r e s e n t a t i o n  o f  t h e  s t a t e  i n  f a v o r  o r  e n a c t i n g  i t  i ·n  p h y s i -
c a l  m o v e m e n t .  T h e  a c t i o n  o n  t h e  c a n v a s  b e c a m e  i t s  o w n  r e p -
r e s e n t a t i o n "  ( 1 8 : 2 7 ) .  I t  h a s  t h e  a u r a  b u t  n o t  t h e  d i r e c t  
a s s o c i a t i o n  o f  a  l a n d s c a p e .  P a i n t i n g  9  h a s  a  d i r e c t  r e l a -
t i o n s h i p  t o  P a i n t i n g  6  i n  t h a t  t h e  d i r e c t i o n a l  m o v e m e n t  o f  
t h e  c i r c u l a r  f o r m  i s  s i m i l a r .  T h e  i d e a  o f  s w e e p ,  s t r o n g  
d i r e c t i o n a l  m o v e m e n t ,  c o n f l i c t ,  a n d  e x p l o s i o n  a r e  a l l  c o m p o -
s i t i o n a l  a s p e c t s  d e v e l o p e d  t h i s  l a s t  y e a r  i n  p a i n t i n g .  
T h e  f i n a l  r e s u l t  o r  t o t a l  i m a g e  c o m e s  f r o m  t h e  n o n -
f o r c e d  s u r f a c e  q u a l i t y  o f '  t h e  p a i n t i n g .  
P A I N T I N G  9  
The preliminary sketch tor Painting 10 was an image 
of a close up sectioned view of rock cliffs. The painting 
took place very rapidly and the concern for detail was 
reduced. Since color is a very expressive element, it was 
used to emphasize the composition rather than as a 
re-creation or the natural color of the rocks. 
An artist many times discov rs new realities by the 
attitude or fresh view he assumes toward his subject. In 
this case, the smaller detail of a larger whole served to 
provoke a new imag • Though, if it were to be painted 
again, more detail and refinements would be used--time 
lapses often alter one's original image. 
PAINTING 10 
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P a i n t i n g  1 1  w a s  a ,p p r o a c h e d  w i t h  n o  i m a g e ,  t h o u g h t ,  
o r  v i s i o n  i n  m i n d .  T h e  p a i n t e r  s i m p l y  b e g a n  t o  p a i n t  i n  
l a r g e  a r e a s .  T h e n  t h e  i d e a  o f  t h r u s t  a n d  a  c r y s t a l  f r a g -
m e n t e d  i m a g e  e m e r g e d .  F r o m  t h i s ,  t h e  p a i n t i n g  p r o g r e s s e d  
i n t o  i t s  f i n a l  a b s t r a c t  s t a t e m e n t .  
T h e  a p p r o a c h  t o  t h i s  p a i n t i n g  i s  s i m i l a r  t o  t h a t  o f  
P a i n t i n g  9 .  
P A I N T I N G  1 1  
2 7  
2 8  
P a i n t i n g  1 2 a  i s  a  p h o t o g r a p h  o f  a  p a i n t i n g  i n  p r o -
g r e s s .  I t  s i g n i f i e s  t h e  d i l e m m a  i n  w h i c h  a  p a i n t e r  m a y  f i n d  
h i m s e l f  b y  h a v i n g  t o o  m a n y  f o r m s ,  c o l o r s ,  l i n e s ,  a n d  i d e a -
i m a g e s  i n  o n e  c a n v a s .  
P a i n t i n g  1 2 b  s h o w s  t h e  r e s u l t  o f  d i s c o v e r i n g  a  f i n a l  
s o l u t i o n .  C o n f u s i o n  i n  t h e  c o m p l e x i t i e s  o f  t h i s  p a i n t i n g  
d e m a n d e d  a  s o l u t i o n  f o r  s u r v i v a l .  T h e  m e t a m o r p h o s i s  o f  o n e  
i d e a  g r o w i n g  f r o m  t h e  o t h e r  u n t i l  a  s a t i s f a c t o r y  s o l u t i o n  
w a s  f r e e d  f r o m  i t s  c o m b i n a t i o n s  m e a n t  ( 1 )  m o r e  c o n c e n t r a t e d  
e f f o r t  i n  f i l t e r i n g  o u t  t h e  e x t r a n e o u s  d e t a i l s  a n d  ( 2 )  
e n t i r e l y  d e f i n i n g  t h e  f i n a l  i d e a .  
Qct fJNI~IVd 
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Painting 13 exemplifies the essence or interpreted 
rock forms. Although the mass area seems to be floating in 
space unfastened from the ground, the freedom in techni~ue 
and aliveness of the mass area produces a feeling of an 
inherent spirit in the forms, a quality felt toward these 
constructions of nature. 
PAINTING 13 
T h e  e v o l u t i o n a r y  s t e p s  i n  P a i n t i n g  1 4  w e r e  ( 1 )  
s k e t c h i n g  d i r e c t l y  o n  t h e  c a n v a s  w i t h  b l a c k  p a i n t  b u i l d i n g  
u p  t h e  b a s i c  c o m p o s i t i o n a l  s t r u c t u r e ,  ( 2 )  b l o c k i n g  i n  t h e  
c o l o r  a r e a s ,  ( 3 )  w o r k i n g  o v e r  a n d  a r o u n d  t h e  b l a c k  l i n e  
s k e t c h  a n d  c o l o r  a r e a s  w i t h  w h i t e  t o  r e f i n e  o r  p a i n t  o u t  
u n n e c e s s a r y  d e t a i l s ,  a n d  ( 4 }  g o i n g  o v e r  t h e  e n t i r e  c o m p o -
s i t i o n  w i t h  b l a c k ,  r e - e m p h a s i z i n g  d e t a i l s .  
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T h i s  p a i n t i n g  i s  l e s s  l a b o r e d .  I t  h a s  a  f r e e d o m  a n d  
f r e s h n e s s  i n  t e c h n i q u e  s i m i l a r  t o  P a i n t i n g  8 ,  b u t  l a c k s  t h a t  
" u n u t t e r a b l e  s o m e t h i n g "  w h i c h  g i v e s  i t  a  c o m p l e t e d  f e e l i n g .  
T h i s  i s  p o s s i b l y  b e c a u s e  t h e  p r e c e e d i n g  t w e l v e  p a i n t i n g s  
w e r e  n o t  a p p r o a c h e d  w i t h  a s  m u c h  s p o n t a n e i t y  a n d  f r e e d o m .  
T h i s  f r e e  t e c h n i q u e  w a s  n o t  a s  f a m i l i a r ,  r e s u l t i n g  i n  
u n a e r t a i n i t y  o f  i t s  v a l i d i t y  a s  a  c o m p l e t e d  p a i n t i n g .  
P A I N T I N G  1 4  
3 2  
I V .  S U M M A R Y  O F  T H E  P A I N T I N G S  
P a i n t i n g s  1 ,  2 ,  a n d  4  a r e  i n  a  s e n s e  r e g r e s s i o n s  t o  a  
v e r y  f a m i l i a r  d e s i g n - l i k e  w a y  o f  p r o d u c i n g  a  c o m p o s i t i o n .  
T h e  f l o w  o f  c r e a t i v e  e n e r g y  t a k e s  o n  t h e  f l a v o r  o f  e a r l i e r  
p a i n t i n g s .  Y e t ,  a t  t h e  s a m e  t i m e ,  t h e s e  p a i n t i n g s  d i s p l a y  
n e w  v a r i a t i o n s  a n d  p o s s i b i l i t i e s  w h i c h  s e r v e  t o  t e l l  t h e  
p a i n t e r  a  l i t t l e  m o r e  a b o u t  h i m s e l f  a s  a  p a i n t e r  a n d  t h e  
i n f l u e n c e s  o f  e a r l y  d e s i g n  a n d  c o m p o s i t i o n  c o n c e p t s .  
T o  s t a t e  a c c u r a t e l y  w h a t  h i s  f e e l i n g s  w e r e  w h i l e  w o r k -
i n g  o n  t h e s e  p a i n t i n g s  i s  d i f f i c u l t .  F o r  t h e  m o s t  p a r t ,  t h e  
a r r i v a l  o f  t h e  i m a g e s  o n  t h e s e  c a n v a s e s  w a s  i n s t i n c t i v e .  
W h e n  a  p a i n t i n g  i s  c o m p l e t e  i t  i s  n o  l o n g e r  a  p a r t  o f  
t h e  a r t i s t  b u t  b e c o m e s  a n  i n d e p e n d e n t  o b j e c t .  T h e  p a i n t i n g s  
b e c o m e  f r e e  a n d  e x i s t  w i t h i n  t h e m s e l v e s .  
T o  s o m e  a r t i s t s ,  s u b j e c t  i s  n o t  e s s e n t i a l ,  b u t  t h i s  
p a i n t e r  p r e f e r s  t o  w o r k  f r o m  v i s u a l  e x p e r i e n c e s  e v e n  t h o u g h  
t h e  i m a g e  m a y  b e  i n d i s t i n c t  a n d  v e r g i n g  o n  t h e  u n c o n s c i o u s .  
T h e  f i l t e r i n g  m e c h a n i s m  o f  t h e  u n c o n s c i o u s  e v o k e s  a  c o n -
g l o m e r a t e  o f  n a t u r e  i m p r e s s i o n s  w h i c h  b e c o m e  f u s e d  i n t o  w h a t  
c a n  b e  c a l l e d  a n  " e s s e n c e . "  T h i s  e s s e n c e  i s  w h a t  t h e  a r t i s t  
p a i n t s  f r o m  o r  t o w a r d .  
A s  s o o n  a s  b e a u t y  i s  i n v o l v e d ,  t h e  p r i m e  f a c t  t o  b e  
o b s e r v e d  i s  a  s o r t  o f  i n t e r p e n e t r a t i o n  b e t w e e n  N a t u r e  a n d  
M a n .  T h i s  i n t e r p e n e t r a t i o n  i s  q u i t e  p e c u l i a r  i n  e s s e n c e ;  i t  
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is in no way a mutual absorption. Each of the two terms 
involved remains what it is, keeps its essential identity, 
even asserts more powerfully its identity while it suffers 
the contagion or impregnation of the other. But neither one 
is alone; they are mysteriously commingled (15:5). 
A painting verifies the facts of the artist's experi-
ence and existence. The artist cannot conceive of what he 
does not know. But this in turn leads to what Alexander 
Eliot calls "imaginative vision," a concept of the unknown 
which when stated becomes a known and this in turn leads to 
another unknown (8). This is a continuum with no end, if 
the imagination is fed. 
The imagination has the ability to look backward and 
reflect, to be aware or the present and to project into the 
future. This is in a sense what occurs in the act of paint-
ing. A beginning, middle, and end. One painting completed 
is a catharsis for a greater realization. Each painting 
provides a better understanding of the potential develop-
ment on a higher level or personal insight. Each painting 
assimilates information during the period of creating. And 
each succeeding painting is an attempt at clarification of 
untapped information and the organization of the new infor-
mation. The awareness of the elemental forces of nature and 
man-made environment together with conscious contemplation 
feeds the senses, adding information which in turn provides 
t h e  i d e a  s o u r c e s  f o r  p a i n t i n g .  I t  i s  a  p r o g r e s s i o n  u p w a r d  
o n  t h e  s c a l e  o f  g r o w t h  a n d  r e a l i z a t i o n .  A  p a i n t i n g  i s  a  
\  
s u m m a t i o n  o f  p e r s o n a l  d e c i s i o n s ,  a n d  t h e  p a i n t e r  f e e l s  t h e  
c o m p l e t e n e s s  o f  h i s  p a i n t i n g  b y  t h e  r e s p o n s e s  h e  r e c e i v e s  
f r o m  i t s  p r o g r e s s .  
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S o m e t i m e s  t h i s  p a i n t e r  a p p r o a c h e s  a  c a n v a s  w i t h  a  
v a g u e  i m a g e ,  a n d  w h e n  h e  b e g i n s  t o  b r i n g  i t  i n t o  s h a r p e r  
v i s i o n ,  i t  l o s e s  i t s e l f  c o m p l e t e l y .  T h e n  t h e  p a i n t i n g  s e e m -
i n g l y  t a k e s  a  f o r e i g n  d i r e c t i o n .  B y  l e t t i n g  t h i s  u n c o n s c i o u s  
d i r e c t i o n  c o n t i n u e ,  a n  a n t i c i p a t i o n  a n d  e x c i t e m e n t  b u i l d s  
u p  w h i c h  s e e m s  t o  r e i n f o r c e  i t s  f o r m a t i o n  a n d  d i r e c t i o n .  
T h e n ,  a f t e r  c o n s i d e r a b l e  p r o g r e s s  h a s  t a k e n  p l a c e  i n  t h e  
p a i n t i n g ,  t h e  p r o c e s s  o f  a n a l y z i n g  w h a t  h a s  h a p p e n e d  b e g i n s ,  
e i t h e r  a d d i n g  n e w  e l e m e n t s  o r  d e s t r o y i n g  o l d  o n e s  u n t i l  i t  
i s  c a r r i e d  t o  c o m p l e t i o n .  A t  o t h e r  t i m e s ,  w h e n  t h i s  s e e m i n g l y  
u n c o n s c i o u s  d i r e c t i o n  o c · J u r s ,  i t  i s  d i r e c t e d  a w a y  f r o m  t h e  
u n p r e d i c t a b l e  i n t o  a  m o r e  p r e d i c t a b l e  s t a t e .  I t  i s  i n t e r -
e s t i n g  t o  n o t e  t h a t  t h i s  u n c o n s c i o u s  d i r e c t i o n  i s  o f t e n  
f u t i l e .  B u t  i n t u i t i v e l y ,  a f t e r  s o m e  p r o g r e s s  i n  t h i s  k i n d  
o f  p a i n t i n g ,  o n e  i s  a b l e  t o  p r e d i c t  w h e t h e r  h e  i s  g o i n g  t o  
h a v e  a  p a i n t i n g  o r  a  " m e s s . "  
" T h u s ,  a r t  c o n s i s t s  o f  t h o s e  e x p r e s s i o n s  o f  l i f e  
w h i c h ,  i n  t h e  d e v e l o p i n g  r e l a t i o n s  b e t w e e n  t h e  i r r a t i o n a l  
a n d  t h e  u n d e r s t a n d i n g ,  s y m b o l i z e  a n  a p p r e h e n d e d  i n n e r  
s t a t e  t h r o u g h  a n  e x p r e s s e d  ( o u t e r )  f o r m .  I n  t h e  r e l a -
t i o n s  b e t w e e n  f e e l i n g  a n d  t h o u g h t ,  t h e r e f o r e ,  a r t  m a y  
b e  s a i d  t o  " e n l i v e n t t  o u r  i n t e l l i g i b l e  g r a s p  o f  o u t e r  
r e a l i t y  f i r s t  b y  c u t t i n g  i t  o f f  f r o m  v o l i t i o n  t o w a r d  t h e  
future (in contrast to action) and by coloring it with 
emotion (in contrast to science). This "enlivening" 
effect is what constitutes its value. But art is no 
more completely irrational than it is completely 
understandable" (16:72). 
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Painting cannot be completely understandable by intel-
lectual analysis. However, the combination of intellect and 
emotion approaches the understandable much better. 
Every person is unique in his individual personality; 
every sincere work of art will be a manifestation of the 
total personality of its creater. In painting the total 
personality can express itself through symbols rather than 
words. Strong or subtle emotion, connotations and nuances 
about sensations or thoughts, varied feelings toward or 
about something, and intuitive and spiritual attitudes can 
many times be made tangible through the medium of paint. 
Painting is an expressive interpretation of physical, 
spiritual, and psychological needs motivated by the desire 
for communication. The act of painting is a direct usage 
of the conscious and subconscious vocabulary of perceptions. 
It is impossible, of course, to personally pigeon-
hole the exact influences that create ideas or images before 
or during the act of painting. 
V .  N O T E S  O N  F A C T O R S  P E R T I N E N T  
T O  T q J S  P A I N T I N G  S E R I E S  
3 6  
I n  A p r i l  o f  t h i s  y e a r  t h e  a u t h o r  h a d  e x p e r i e n c e  w i t h  
L S D - 2 5 ,  a n  h a l l u n c i n o g e n i c  d r u g .
4  
T h i s  w a s  a n  e x p e r i m e n t  t o  
a s c e r t a i n  i f  u n d e r  a  h i g h l y  p e r c e p t i v e  s t a t e  h e  c o u l d  g a i n  
i n s i g h t  i n t o  s o m e  o f  h i s  c r e a t i v e  f u n c t i o n i n g s  a s  a n  a r t i s t .  
T h i s  d r u g  p r o d u c e d  a  h i g h l y  p e r c e p t i v e  c o n d i t i o n  a c c o m p a n i e d  
b y  i n t e n s e  c o l o r  a n d  s e n s e - p e r c e p t i o n s .  A l d o u s  H u x l e y  
s t a t e s :  
"  •  •  •  v i s u a l  i m p r e s s i o n s  a r e  g r e a t l y  i n t e n s i f i e d  
a n d  t h e  e y e  r e c o v e r s  s o m e  o f  t h e  p e r c e p t u a l  i n n o c e n c e  o f  
c h i l d h o o d .  T h i n g s  w e r e  e x p e r i e n c e d  " o u t  t h e r e , "  o r  " i n  
h e r e , "  o r  " i n  b o t h  w o r l d s ,  t h e  i n n e r  a n d  t h e  o u t e r ,  
s i m u l t a n e o u s l y  o r  s u c c e s s i v e l y "  ( 1 1 : 2 3 ) .  
A l t h o u g h  h e  d i d  n o t  g a i n  a  d i r e c t  i n s i g h t  i n t o  h i m -
s e l f  a s  a n  a r t i s t ,  t h e  w r i t e r ,  h o w e v e r ,  b e g a n  t o  u n d e r s t a n d  
b e t t e r  w h a t  r e a l i t y  w a s  a b o u t ,  t h e  i m p a c t  c o m i n g  f r o m  t h e  
f a c t  t h a t  r e a l i t y  o b j e c t ,  e . g . ,  b o w l ,  f l o w e r s ,  f o o d ,  e t c .  
g a t h e r  n e w  m e a n i n g s  n e v e r  b e f o r e  r e a l i z e d  i n  t h e  c o n s c i o u s .  
T h i s  h i g h l y  a w a r e  s t a t e  i s  i n t e n s i f i e d  b y  a  p r o l o n g e d  s e n s e  
o f  t i m e  ( w h a t  i n  r e a l i t y  m a y  b e  o n l y  a  f e w  m i n u t e s ,  u n d e r  
t h e  d r u g  i n f l u e n c e  i s  s e e m i n g l y  y e a r s )  a n d  t h i n g s  w e r e  
4
T h i s  e x p e r i m e n t  t o o k  p l a c e  a t  t h e  U n i v e r s i t y  
H o s p i t a l ,  U n i v e r s i t y  o f  S a s k a t c h e w a n ,  S a s k a t o o n ,  S a s k a t c h e w a n ,  
C a n a d a ,  u n d e r  t h e  d i r e c t i o n  o f  D r .  M .  E .  M a r s h a l l .  
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perceived with a conscious intuition never before apparent. 
It was an experience of seeing and feeling the meanings 
behind meaning, behind meanings. 
The preceeding paintings were prepared to gain some 
information and insight into the painting process. Working 
with two goals, (1) to objectify feelings and ideas in 
paint and (2) to be aware of the interrelationships of 
images and idea sources. This dual procedure was an 
infraction on full concentration to both proceedings. 
The time limit was an inhibiting factor since it pre-
vented insufficient concentrated thinking on both the paint-
ings and the analysis of their relationships. 
In the general scope of this study twenty five paint-
ings were completed, but space prohibited using this number 
in the thesis. 
It was also observed that painting with enamels, 
which are fast drying, limits variety in textural affects. 
This is due to the runny consistency of the paint, limiting 
its versatility as a painting medium compared to artists• 
oil paint. This is not to suggest that the full potential 
of this paint could not be exploited to the point where it 
would be as versatile as oils, but it was found somewhat 
confining. 
It seems obvious that in the course of this study many 
e l e m e n t s  w e r e  o r  p o s i t i v e  v a l u e  w h i l e  o t h e r s  w e r e  l i m i t e d  
i n  t h e i r  i n f l u e n c e .  
V I .  C O N C L U S I O N  
3 8  
T h i s  s t u d y  w a s  b o t h  a n  i n s p i r a t i o n  a n d  i n s i g h t .  I t s  
s t a t e m e n t s  f u n c t i o n  a s  a  s t i m u l u s  a n d  r e f e r e n c e  f o r  b e t t e r  
u n d e r s t a n d i n g  o f  s e l t ,  o t h e r s ,  a n d  s o m e  o f  t h e  p r o c e s s e s  o f  
c r e a t i v i t y .  
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